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A Study on Male Dan - Female Impersonation Performing Art 
 II 
Abstract 
By cutting in with the cross-gender play phenomenon in “male dan – female 
impersonation”, this research is to study three typical cases - Mei lanfeng, Chen 
wangcong and Bando Tamasaburo - of male disguised as female in the traditional 
theater in the contemporary Asia, along with South-East Asian traditional dance which 
also present the similar phenomenon. By analyzing the postures and movements 
through the images and reviewing the literatures, to discuss the art creation process 
and its distinguishing features developed by the performers of “male dan – female 
impersonation”, to explore the unified characteristics and meanings in performance 
logic, and to bring up the its influence and inspiration in the performing arts in the 
contemporary Asian traditional theater. 
 
In Mei lanfeng’s case, he casted aside the stereotype of personages, 
characteristics, and gender, and broke through the types of role in Peking opera, then 
to embody the view of “neutral” aesthetic in the opera performing art. In the case of 
Chen wangcong was to truly represent “men play female role” with his unadorned 
acting. Bando Tamasaburo used same biological body with different energy input to 
express different life. It also showed the core value is not posture but spirit, and 
reflected performing power and quality are unrelated with the gender in reality. The 
case of East-Asian was deeply influenced by Buddhism, thus, male dancer in female 
impersonation is to portray female characters and to imitate Buddha without gender 
consciousness.  
 
    The body of “Male dan – female impersonation” performer and its acting 
has created “the third space”, in which the body symbol with sex implied has been 
reconstructed, and the identity will not be non-fixed into particular category, but to be 
functional and tentative characteristics formed by the disparities and compromise. To 
study the identity mode of “male dan – female impersonation” should eliminate the 
bias of “alienation” and “Nnaturalization” and to give these performers truly fair 















impersonation” performer created cross-gender play, and has established the rules of 
performer acting in Asian traditional performing art which have the unified logic of 
“neutral”, even “asexual”. Through the research, it will be more clearly recognize and 
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